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AVANT-PROPOS 

Cette anthologie se propose de presenter un panorama de la batterie de jazz 
depuis ses ddbuts, par ordre chronologique d'enregistrement. Chaque batteur 
d importance y est largement reprdsentd, mais nous navons eu garde doublier 
les meconnus, lea obscurs, ou ceu* it 1’inverse, fameux i, leur dpoque, ayant par- 
fois beaucoup enregistre, maia dont aeula de rates spdcialistes se souviennent 
aujourd’hui. La courte biographie qui commence les articles sur chaque batteur 
remeXs™ tides' h bit"^ approche diffd- 

analysds en detail et font l’objet de transcriptions dans l’ouvrage essentiel de 
Georges Paczynski: Une histoid de k batterie de jazz [8], livre avec lequel nous 
avons dtabli un pont, par un systhme de renvois et de notes interactives. Le 
texte de Georges, ses analyses, ses rdflexions pertinentes de musicien-batteur- 
penseur m’ont dtd grandement utiles. Qu’il en soil remercid. 

1928-1935 : UN PANORAMA 
En ce tournant des anndes 1920-30j de nouveaux batteurs , 



plus qu’un style, en chasse un autre, c’est le diktyt contestable de la mode. 
Cependant la plupart des batteurs swing du milieu des annees 1930 (Gene 
Krupa, Dave Tough, Chick Webb, etc.), en disciples des grands batteurs neo- 


Si ce volumTse montre avare d'in 
depression en est-la cause. 1932 et 1933 


LA CONTINUITY NfiO-ORLfiANAISE (CHICAGO, NEW YORK) 
Dans le volume 1 nous ayons laissd le louisianais ZUTTY SINGLETON 
en compagnie d'Armstrong en juin 1928. En d&embte, ils gravent ensemble le 
remarquable No One Else But You. Un jeii de cymbaleset de tom ivaiii com¬ 
plete admirablement les parties arrangdes et improvises sur un parfait soubasse- 
ment degrosse caisse marquant tous les temps (en ‘four beat’), l’un des points 
forts de Zutty. Selon George Wettling, « sa pulsation est perceptible de l’autre 
cotd de la salle. Comme si le son de sa grosse caisse sortait directement de des- 


sous votre sidge ». A l'epoque, 
Singleton/Hines forme Tune des 


iu^jazz. Dans That Rhythm Man en 





Armstrong en studio qu’en 1940, avec Sidney Bechet. Toujours en 1929, en 
compagnie de ses compatriotes Jelly Roll Morton et Barney Bigard, Zutty nous 

Armstrong les racines de ce style {That’s Like It Ought To Be). II grave aussi 
des disques sous son nom a partir de 1935. Le jeu de Zutty s’adapte facilement 

Morton (1929 et 1939-40), Mildred Bailey (1937), Roy Eldddge (1937), 
Sidney Bechet (1938), Lionel Hampton (1939), Fats Waller (1943), etc. On 
l’entend meme aux cotes de Charlie Parker et Dizzy Gillespie sous la houlette 
de Slim Gaillard en 1945 ! Sans doute est-il le seul batteur New Orleans a avoir 

^blouissante, au debut des annees 1940 dans les volumes 6 et 7. 

PAUL BARBARIN (New Orleans, 5 mai 1901 - 1969) vient dune 
famille de musiciens : son pere Isidore se produit dans les brass bands, trois de 
ses freres jouent d’un instrument, le plus connu, Louis, pratiquant egalement la 
batterie. Son neveu est le fameux guitariste-banjoiste Danny Barker. A partir de 
1917, Barbarin navigue entre Chicago et New Orleans, puis s’installe a New 

chestre de King Oliver avec lequel on l’entend jusqu’en 1929. II entre chez Luis 
nom de plusieurs de ses collegues russelliens : Henry Allen (1929-30, 1935, 



1957), J.C. Higginbotham (1930).® grave en 1929-30 plusieurs chefs-d’ceuvre 
avec Louis Armstrong, toujours avec rorchestre de Russbll. Quand ce dernier 
met son orchestre a la disposition d’Armstrong, Barbdfih est Ik (1935-1938). 
Premier batteur dans un big band renommd de style New Orleans, il est. aussi 
l’un des premiers batteurS-compositeurs, l’un des rares, avanr Kenny Clarke on 
Derail Best, k avoir edit des standards ; citons dans les annbes 1920 : The Call 
Of The Freaks et Come Back Sweet Papa (tons deux en collaboration avec Luis 
Russell), Don’t Forget To Mess Around (avec Armstrong) et dans les annees 1950 
The Second Line et surtout Bourbon Street Parade , l’un des themes-oriflaromes 
du New Orleans Revival. Barbarin est toujours restd dans 1’ombre de Baby 
Dodds et Zutty Singleton, plus brillants que lui. Peu spectaculaireQl ne prend 

grosse caisse avec ks baguettes 1) dans le formidable Sugar Hill Function avec 

RAY BAUDUC (New Orleans, 18 juin 1906 - 1988) est sans doute, 
aprts Baby Dodds et Zutty Singleton, le troisiime grand batteur New Orleans: 
comme styliste, soliste et showman. Ainsi que Paul Barbarin, il went d’une 
famille de musiciens. Son frbre Jules than banjoiste et leur pbre trompettiste. 
Ray cite Baby Dodds, Emil Stein, Chinee Foster et Zutty Singleton parmi ses 
premieres influences. XI joue avec Johnny Bayersdorffer dans sa ville natale 
(1924-26), puis i New York, dans la formation de Fred Rich avec laqueUyi se 

tion de son orchestre, Ben Pollack le choisit pour le remplacer 4 k batterie. Ray 


Quand on consulte la discographie de Bauduc on constate, au vu des nom- 

19 ans le 11 aout 1925, avec Peggy English. La meme annee avec Fred Rich, les 
Cotton Pickers. En 1926 avec Goof Moyer, Frank Signorelli, Joe Candullo 
(aussi 1930), Cliff Edwards, l’Original Memphis Five (1926-27). En 1928 : 
Ben Pollack (1928 k 1934), Irving Mills (1928-30). En 1930 : les Dorsey 
Brothers, Gil Rodin, Red Nichols. Il est aux cotes de Jack Teagarden pour ses 
premiers enregistrements (1930 et 1931). En 1931 : les New Orleans Ramblers, 
Benny Goodman. Wingy Manone (de 1934 a 1936). En 1935, il participe aux 
premiers disques de Glenn Miller, puis on le trouve en compagnie de Louis 
Prima, Clark Randall, les Mound City Blue Blowers, Bunny Berigan et Gene 
Gifford. La reussite de New Orleans Twist (avec ce dernier en 1935), bonne 

l’accompagnement fournis par Ray Bauduc. A noter les coups de cymbale chi- 
noise places sur le quatrteme temps de la mesure (temps que privil^gie aussi 
Tony Sbarbaro avec l’ODJB), une de ses speciality. Dix-neuf jours plus tard il 

contrer k celdbrite (cf. volumes 3 et 4). 

CHICAGO: LE DfiCLIN 

Vers la fin des annees 1920 ou le debut des annees 1930 la plupart des 
Chicagoans d’envergure quittent leur ville pour New York, oil 1’activity artis- 

Gene Krupa s’y rend en 1929. Nous en parlons done au chapitre New York. 



WALLACE BISHOP tChtogt),l?0S-1986), lut, reste dans la “Windy 
Citf cal U travaiUe avec Earl Hines jusqu en 1937. Fait pen connu, les gang¬ 
sters locaux avaient extorqub a Hines en 1928 la signature d’un contrat a vie 
qui l’emp4chait de partir du Grand Terrace de Chicago. II ne pourra sen liberer 
quen 1941 ! Bishop a 21 ans quand il entre en studio pour la premiere fois 
avec Richard M. Jones (1927). Ensuite il enregistre avec King Oliver (1929), les 
Dixie Rhythm Kings, contingent de l’orchestte d’Egrl Hines (1929), Helen 
Savage (1929), Omer Simeon (1929), Earl Hines (1929-37),'Jimmie Noone 
(1941). Dans Blue, avec Earl Hines, l’influence nfo-orl&naise est patente dans 
ses 'press rolls et son jeii de caisse daire ainsi que dans sa partie de rebord de 

Z* dimtemri dWhe°stre, o/peut savoutef un Ltique afterbeat 

(cymbale et caisse clairc ioaees simultaHbment) placd bien an fond du temps. A 



NEW YORK: L'ESSOR 

; "CigbRGE 'StAFFbRrt'/'fe. 1898 - 1936) est le frere de la chanteuse 
Mary Stafford. De 1920 1 sa mort il joue dans le formidable orclfesfre de 
Charlie Johnson. Il grave avec celui-cl son premier disque en 1925, puis parti 
cipe aux chefs-d’ceuvre enregistres de ce groupe entre 1927 et 1929 (dont 2 
feces sous le nom de Jackson And His Southern Stompers en dem * e 

COTdonTl929), des Little Chocolate P Dandies (1929), Henry Allen (1935), Art 
Karle (1936). Le drumming de ce musieien'bren oublid dS libs jouts- Aait trhs 


de la batterie new-yorkaise du tournant des annees 1920-30. Dans The Boy 
The Boat, Stafford se fait entendre en breaks a la hi-hat dont il est l’un 
pionniers. I’m Gonna Stomp Mr. Henry Lee le met encore plus en valeur. 

ensuite une superbe partie d’accompagnement, toute en triolet de croches. 


Caldwell et George Stafford. 


; d’Eddie C 


rdpondait p 


pong' ». Il est diffic 


ps d’aller 


ins Jolly Wag. 

WALTER JOHNSON (New York, ISftvrier 1904 - 1977) fait ses dbbuts 
diseographiques avec l’orchestre de Te Roy Williams le 25 mai 1927- Mais le 
3 octobre 1930 est une date importante dans l’histoire de la batterie : Johnson 



remplac^ Kaiser Marshall d£s 1929, mais l’orchestre n’avait pas enregistre 
depuis plus d’un an. Avec l’arrivee parallele de John Kirby, qui delaisse d^finiti- 
vement en 1931 le tuba pour la contrebasse a cordes, et le passage de Clarence 
Holiday du banjo k la guitare, la modernite fait son entree dans la section ryth- 
mique du meilleur big band de l’epoque, enfin au diapason de certains de ses 

comme P Henry Allen (1933, 1934 et 1936), Coleman hIwhIs \mmi940), 
Buster Bailey (1934), Benny Carter (1934) et Horace Henderson (1933), here 
de Fletcher. On l’entend aussi aux c6 t6s de Putney Dandridge en 1935 et de 
Claude Hopkins en 1940. Nous avons montre dans le premier paragraphe 
toute l’importance de Walter Johnson et parle de la conception premonitoire de 
son jeu. Mais chez ce batteur la novation reste discrete. II supprime toute inter¬ 
ference entre lui et la charleston, accessoire dont il se sert habituellement d’un 
bout a l’autre d’une interpretation. II a l’idde geniale de produire le cha-bada 

qui la composent. Mouvement porte a la perfection par Jo Jones quelque six 
ans plus tard chez Count Basie. C’est dans Sugar que Johnson ben&icie de la 
meilleure prise de son et que l’on permit le mieux la souplesse et les nuances de 

6te un novateur extraordinaire » nous dit Georges Paczynski [8]. Et pourtant ce 


S TAN KING (Hartford, Connecticut, 1900 - 1949). Batteur et percus- 
aout 1923, au sein des fameux California Ramblers avec lesquels il enregistre 

SS"^'ffe c in?d a!nemCnt l le b3 90 Ur d h ann&S 192 °" 30 k P|US f& °" d 

difforents ! Parmi les plus connus : Miff Mol'eTl928-1930)X Dome! 
Brothers (1928-1934), Joe Venuti (1929), Frank Trumbauer et Bix Beiderbecke 
(1929) Ethel Waters (1929, 1933-34), les Boswell Sisters (1931), Jack 
Teagarden (1931), Bmg Crosby (1933), Adrian Rollini (1934), Louis 
Armstrong (1936), etc. La lecture attentive des discographies montre que Stan 
King, Vic Berton et Chauncey Morehouse se remplacent souvent au sein des 

plus prohfique et le plus repfosentatif de la musique loPOire blmcheTten- 
dance jazxy de ces deux decennies. Dans The Man From The South, il est tres 


Le volume 1 fournissait quatre exemples signiflcatift des talents du nionnier 
“tfl bel'et mod 27 ' E ” 1929 ' ^ / “ nr ° U * h CU ”' r *' ™ 

plesse et wmg (particulihrement audibles pendant le solo de piano). Mais est-ce 
Dave Tough" 011 “”7“ l indiqUe k disco S ra P hie de Brian Rust ou s’agit-il de 




Prolifique dans les armies 1920, Vic Berton enregistre peu de jazz dans les 
annees 1930 : 12 faces sous son nom en 1935, il accorapagne la pianiste Cleo 
Brown en 1935-36 et c’est tout. En effet, a partir de 1930, il travaille a 
Hollywood comme directeur musical et musicien de studio, jouant aussi des per¬ 
cussions dans le Los Angeles Philharmonic Orchestra. En 1935, le void dirigeant 
A Smile WiU Go A Long Long Way (base sur les accords du dernier theme de 
Tiger Rag), interpretation entrelardee de breaks de batterie et de timbales. 

GENE KRUPA (Chicago, 15 janvier 1909 - 1973) est sans conteste l’une 
des grandes figures de la batterie jazz et, dans les annees 1920, Pun' des piliers 
du style des Chicagoans blancs. Ses premieres influences sont Tubby Hall, 
Zutty Singleton et surtout Baby Dodds, son prefer (« Baby m a plus appris que 
tous les autres, non seulement dans le jeu, niais dans la philosophic de la batte¬ 
rie »). A lage de 18 ans il efFectue sa premiere seance en compagnie de Red 
McKenzie-Eddie Condon, en decembre 1927. On dit souvent que Krupa, ce 
jour-la, fut le premier a se servir dune batterie complete dans un studio, mais 
certaines bonnes faces de l’ODJB en 1917-18 (ecoutez Clarinet Marmalade 

que la trop grande presence du slap de la basse dans les faces McKenzie- 
Condon ne permet pas de percevoir P integrality de ses drums. En revanche, on 
entend les quatre temps de sa grosse caisse dans Shim-Me Sha-Wabble avec Miff 
Mole, le 6 Juillet 1928. A 19 ans il a d<Sjk participe k une dizaine de seances a 
Chicago, avec Eddie Condon, les Chicago Rhythm Kings, Bud Freeman, les 
Louisiana Rhythm Kings, Wingy Manone, Frank Teschemacher, etc. En 1929, 
Gene s’installe a New York, mange de la vache enragee, travaille serieusement la 


batterie avec Sanford Gus Moeller. Il regarde, ecoute George Stafford, Sonny 
Greer, Chick Webb (surtout lui) et observe aussi les tap-dancers. Il absorbe avi- 

Krupa est, de surcroit, un visionnaire : il est un pionnier du cha-bada sur la 
cymbale libre, procede d’importance qui va devenir a la fin des annees 1930, la 
fa?on la plus frequente de faire le tempo. Il semble qu’il inaugure cet accompa- 
gnement dans le China Boy de Red Nichols (datant du 2 juillet 1930)..Nous 
lui avons prefere Deep Down South, efFectue deux mois plus tard, car il y est 

double d’un contretemps sur caisse claire derriere le solo de Bix Beiderbecke. 
En prime, quatre mesures avant la fin, Gene nous coupe le souffle d’un de ses 

Dans Georgia Jubilee avec Bill Dodge (en fait un orchestre dirige par 
exemplaire, et a nouveau un cha-bada fort swinguant, sur la charleston cette 

band de Goodman est King Porter Stomp sur un excellent arrangement de 
Goodman. Gunther Schuller en vante les merites sur une page entiere dans 



LES TERRITORY BANDS 

L’appellation « Territory bands » englobe tous les orchestres de province 
(jouant g^neralement en dehors de New York et Chicago). La plus grande 

LEROY MAXEY (Kansas City, 6 juin 1904) est un bon exemple de ces 

l’dnergie rugueuse des Territory bands. Maxey sera fidele k un seul orchestre ori- 
ginaire de Saint Louis, qui va changer plusieurs fois de nom au cours des 

Preer quil debute sa carrifere discographique a 20 ans en 1925. L’orchestre 
deviendra les Missourians a la mort de Preer en 1927, enregistrant des faces 


Drag. Cab Calloway annexe les Missourians en 1930. Leroy Maxey est fidele au 
poste jusqu’k ce que la maladie le force a ceder sa place k Cozy Cole en 1938. 

Le batteur gaucher CUBA AUSTIN (Charleston West Virginia c. 1906 - 
avec un orchestre de Detroit : les McKinney’s Cotton Pickers (avec lesquels il 

ceux sous le nom des Chocolate Dandies (1928) et de Jean Goldkette (1929). 

vocal de Don Redman un jeu de balais discret. 

Les projecteurs du jazz ne fiirent rdellement braques sur la West Coast qua 


n, King C 




)9 : Bill Johnson (le premie 


ul Howard en 1929 (at 

LIONEL HAMPTON (n6 en avril 1908 ou 1909 k Louisville, Kentuck 
vient vers 1916 a Chicago oil il apprend la batterie. Son idole est Jimn 







et les Washboard Rhythm Kings (oh officiaient Jimmy Spencer et d’autres 
BRUCE JOHNSON, le « Chick Webb du washboard », possede une 

d’ceuvre dans Goin’Nuts # base sur les accords de Nagasaki. 

JIMMY SPENCER, moins connu, enregistre uniquement entire 1931 et 
1932 avec les Washboard Rhythm Kings et les Alabama Washboard Stompers. 
Dans Shoot ‘Em # (base sur les accords de Sister Kate ) il se revile l’un des plus 

Washboard Sam. 

LE TAP-DANCING 

les tap-dancers Teddy Hale, Baby Laurence, reproduisant exactement leurs 



Pour illustrer cette discipline en symbiose avec la batterie de jazz, nous avons 
choisi un tap-dancer-reference, le patriarche BILL « BOJANGLES * 
ROBINSON (Richmond, Virginia, 25 mai 1878 - 1949). Outre son parfait 

bois. Accompagne par le superbe orchestre de jazz de Don Redman, il inter- 
prete Doin’ The New Lowdown, son theme fetiche qu il cr 66 a Broadway dans 
la revue de Lew Leslie « Blackbirds of 1928 ». \ \ ' 

peuvent etre evoquees : Bubbles, du team Buck and Bubbles qui enregistrent 
une dizaine de faces entre 1933 et 1936 ; les Nicholas Brothers (quatre mor- 
ceaux en 1936 et 1937 et une ebouriffante prestation - accompagnee par l’or- 
chestre de Cab Calloway — dans le film « Stormy Weather » datant de 1943, ou 
se produit egalement Bill Robinson) ; leurs rivaux les Berry Brothers (accompa- 
gnes dans les annees 1930 par Tommy Ladnier et Zutty Singleton) ; le duo 
Honi Coles, Cholly Atkins (qui tournent avec Cab Calloway, Louis Armstrong, 
Lionel Hampton, Count Basie, etc.). Et puis Bill Bailey, Taps Miller, Baby 
Laurence, Bunny Briggs, Jimmy Slide et bien d’autres... R ^ . 




Outre l’incontournable Georges Paczynski, Jean-Christophe Averty, Pierre Carlu, Goran 


Ne en 1941 'a Alger. S’est produit comme pianiste avec Bill Coleman, Mezz 
Mezzroiv, Albert Nicholas, Buddy Tate, Benny Carter, Cat Anderson, Guy Laffitte, 
etc. Co-directeur de TAnachronic Jazz Band, il a participe a une vingtaine de 
disques. Professeur au CIM et charge de cours d’Histoire et Techniques dujazz it la 
Sorbonne (Paris IV), il a redigi de nombreux articles et brochures techniques et his- 
toriques, et un ouvrage, « Jazz mode d’emploi ». A participe, comme conseiller 

par Alain Resnais en 1991. A produit des Emissions de jazz sur France Musique et 
France Culture. Membre de lAcadimie du Jazz, il est responsable de la commission 
jazz k lAcademie Charles Cros. Collectionne les documents concernant le jazz, spe- 
cialement livres et partitions. En 1995, il realise pour « Masters Of Jazz » une 
« Anthology Of Scat Singing » en 3 volumes et produit le disque « Paris Scat». 
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FOREWORD 


record, from the earliest times. While every drummer of any 
'ell represented, we have also been careful not to ignore the obs- 
lderrated, nor, indeed, those who in their own time were well 

-w specialists. Our approach differs from the kind of articles 
n jazz dictionaries and historical works, to the extent that in 
se our biographical sketches of major drummers concentrate principally 
r recording careers. Titles in my text followed by a # are transcribed and 
ed in detail in Georges Paczynski’s essential study, “Une histoire de la 
: J azz [8] with which the present anthology is linked through a series 
a cross-references and complementary notes. Georges combines analysis and 
with the highly apposite reflections of a thinking musician and working drum¬ 
mer. His text has been invaluable to me and I owe him a debt of thanks. 

1928-1935: THE GENERAL PICTURE 
The late 1920s and early 1930s produced a new crop of drummers that to 
one extent or another had nearly all inherited something of the New Orleans 
approach.^It was a style that had gradually travelled up through Chicago and 

recorded examples were becoming few and far between, and the last glimmers 
of the style are to be heard on Sidney Bechet’s 1932 Feetwarmers sides. New 
York had taken over from Chicago as the essential focal point of jazz activity, 
and most well-known Chicago players had moved there. Wildly extrovert 






playing was the order of the day and the term ‘hot’ was applied to every form 

music’ was just around the corner, and by 1935 it had well and truly arrived: 
exit ‘hot jazz’. It was not really a change of style, more a process whereby the 
dubious dictates of fashion replaced one mode-word with another. Even so, as 

New Orleans tradition, going so far as to abandon woodblocks and cowbells, 
kit that New Orleans drummers loathed: the hi-hat. This was Walter Johnson, 

low in 1932-33. 

THE CONTINUING NEW ORLEANS TRADITION 
(CHICAGO AND NEW YORK) 

remarkable No One Else But You. Zutty complements both the arranged and 
improvised passages with some admirably varied cymbal and tomtom work, 

strong points. According to George Wettling, “You can feel his beat even when 




11th of March 1926 with the King Oliver Orchestra. He continued to record 

bands led by other members of the Russell orchestra, including Henry Allen 
(1929-30, 1935, 1937) and J. C. Higginbotham (1930). It was during his time 

1929-30. Barbarin was still there when Russell made his band available as a 
backing unit for Armstrong between 1935 and 1938. Besides being the first 

the first drummer-composers and, as such, one of the few before Kenny Clarke 
or Denzil Best to have written jazz standards. In the 1920s these included The 
Call Of The Freaks and Come Back Sweet Papa (both co-written with Luis 
Russell) and Don't Forget To Mess Around, which he penned with Armstrong. 
In the 1950s he produced The Second Line and, more significantly, Bourbon 
Street Parade , which was to become one of the leitmotivs of the New Orleans 
Revival. Barbarin always tended to be overshadowed by the greater brilliance of 
Baby Dodds and Zutty Singleton. He was not a showy drummer and hardly 
ever took any solos or breaks. However, he could provide excellent backing, as 

Sugar Hill Function. He is featured again on Volumes, 3 and 4 with Louis 

As a stylist, soloist and showman, RAY BAUDUC (b. New Orleans, 18th 


all time, after Baby Dodds and Zutty Singleton. Like Paul Barbarin, Bauduc 
came from a musical family. His brother, Jules, was a banjo player, while his 
father played trumpet. Among his early influences Ray named Baby Dodds, 
Emil Stein, Chinee Foster, and Zutty Singleton. Between 1924 and 1926 he 
played in the local Johnny Bayersdorffer band, before going to New York to 
join Fred Rich, who took him to England in 1927. In 1928 Ben Pollack 
decided to spend more time in front of his band, and he chose Ray Bauduc to 
replace him on drums. Ray left in 1934 to become a co-founder of the Bob 
rosby orchestra. An examination of Bauduc’s discography reveals that, given 

established performer long before his well-known Bob Crosby period. The foots 
bear this out: 11th August 1925. studio debut aged nineteen with Peggy 
. English; further records later that year with the Cotton Pickers, Fred Ri^; 
1926, sessions with Goof Moyer, Frank Signorelli, Jo Candullo (again in 
1930), Cliff Edwards, the Original Memphis Five (1926 27) 1928, Ben 
Pollack (1928-34), Irving Mills (1928-30); 1930, the Dorsey Brothers Gil 
Rodm, Red Nichols. He was on the first recordings led by Jack Teagarden 
(1930-31). In 193} he played with the New Orleans Ramblers and Benny 
Goodman, and between 1934 and 1936 with Wingy Manone. In 1935 he was 
the drummer on the Glenn Miller orchestra’s first sides. The same year he was 
® be found on sessions with Louis Prima, Clark Rahdall, the Mound City Blue 
Blowers, ^nny Berigan and Gene Gifford, whose fine Dixieland number New 

keeping and support drumming. Note the use of the 1 Chinese cymbToh*W 
fourth beat of the bar, a speciality that Bauduc shared with Tony Sbarbaro of 





the ODJB (Original Dixieland Jazz Band). Nineteen days later he cut his first 
major public acclaim (cf. Volumes 3 and 4). 

CHICAGO IN DECLINE 

left the Windy City for New York, drawn by its rich creative activity and the 
promise of fame and fortune. Chicago-born Gene Krupa is discussed in our 
section on New York, since it was there that he went in 1929. 


WALLACE BISHOP (b. C 


i. 1986) cl 


contract that shackled him to Chicago’s Grand Terrace Ballroom. The Earl 

debut with Richard M. Jones in 1927. His next recordings were in 1929 with 
King Oliver, the Dixie Rhythm Kings (an Earl Hines contingent), Helen 
Savage and Omer Simeon. He played with the Earl himself between 1929 and 
1937 and with Jimmie Noone in 1941. On the Hines recording of Blue the 
influence of New Orleans on Bishop is evident in his press rolls, snare playing 
and use of the snare rim, which is clearly audible behind the alto and piano 


solos. In the final band tutti there is a delectable springy afterbeat, set right 
back in the tempo and played simultaneously on the snare and the cymbal. To 




















THE RISE OF NEW YORK 


GEORGE STAFFORD (b. circa 1898 - d. 1936) was the brother of singer 
Mary Stafford. From 1920 until his death he played in the great Charlie 



1936, a short time before his death. He also graced the recording rosters of 
Eddie Condon (1929), the Little Chocolate Dandies (1929), Henry Allen 
(1935) and Art Karle (1936). Although he is virtually forgotten today, in his 
own time Stafford’s work was highly regarded by his peers, and he should be 

breaks on The Boy In The Boat make pioneering use of the hi-hat. He is even 
more in evidence on Vm Gonna Stomp Mr Henry Lee , where one has no 

woodblocks. Roughly half the band is made up of Eddie Condon’s white 
musician. Mends - Mezz Mezzrow, Jack Teagarden and Joe Sullivan - plus 

fan: Leonard Davis, Happy Gauldwell and George Stafford. 

SONNY GREER (b. Long Branch, N.J., 13th December c.1895 - d. 1982) 







percussionist reactor. When he heard a ping 
apropos pong”. It is difficult to identify Gx 
maintained that he did not have the time to list) 


WALTER JOHNSON (b; K 








i. 1977) 




Te Roy Williams band. As far as drum history is concerned, the 3r< 

1930 is a crucial date, because it marks Johnson’s first session v 
Henderson. He had replaced Kaiser Marshall at the drum kit in 1 
orchestra did not record for more than a year afterwards. With 
neous arrival of John Kirby, who discarded the tuba in 1931 in favour of the 

section of the finest big band of the day entered the l 

like Coleman Hawkins, Jimmie Harrison and Bobby 
forward-thinking arranger like Benny Carter. Johnson also took part in a 
number of fine performances by other Hendersonians, such as Henry Allen 
/ , io22 ) 1934, 1936), Coleman Hawkins (1933, 1940), Buster Bailey (1934), 
:e Henderson (1933). 

our opening paragraph we pointed to the 
drumming. As an innovator he was fairly discreet. He never let anything get 




number. Indeed, the hi-hat swish pattern (“dee-riddi-dee”) was Johnson’s 

two cymbals with his foot pedal. It was a device that was brought to fruition by 
Jo Jones in the Count Basie orchestra some six years later. One of the clearest 
recorded examples of Johnson’s lithe, subtle playing is on Sugar. He was also a 
fine brush specialist. As Georges Paczynski points out, “It is unfortunate that 
this reserved, sensitive musician has been virtually ignored in the annals of 
drumming as well as in the history of jazz, despite the fact that he was an 

T. D. Brown s A History and Analysis of Jazz Drumming to 1942”, and 
some jazz dictionaries fail to mention him altogether. 


STAN KING (b. Hartford, Conn., 1900 - d. 1949) was a drummer and 

August 1923 with the famous California Ramblers, and he continued to record 
with them until 1928. He must have been the most frequently recorded 
drummer of the classic period, appearing in no fewer than ninety different jazz 
and dance bands. Some of the better known sessions were with Miff Mole 
(1928-1930), the Dorsey Brothers (1928-1934), Joe Venuti (1929), Frankie 
Trumbauer and Bix Beiderbecke (1929), Ethel Waters (1929, 1933- 34), the 
Boswell Sisters (1931), Jack Teagarden (1931), Bing Crosby (1933), Adrian 
Rollini (1934) and Louis Armstrong (1936). If one looks closely at the 
discographical evidence, it is clear that Stan King, Vic Berton and Chauncey 
Morehouse would often deputize for each other in the same bands. King was 
certainly no great jazz player, but there are some useful comparisons to be 


considerable advantage on The Man From The South '^ 1 “ 

Volume 1 provided four important examples of the pathfinding talents of 
VIC BERTON (1926-27). On I’m Walking Through Clover # (1929) there 
is some fine, modern brush work, stroked across the snare with a deftness and 
swing that are particularly noticeable in the piano solo. However, is this really 
Vic Berton, as Brian Rust's discography would have us believe? Or is it in fact, 
as another source suggests, Dave Tough? Aural evidence points to the style of 
the latter, although it is uncertain whether he had returned from Europe by 
April 1929. While Berton was extremely active in the 1920s, in the 1930s he 

and some backing for the pianist Cleo Brown in 1935-36. Frdffi 1930 onwards 
he was actually working in Hollywood as a musical director and studio 

Philharmonic Orchestra. He is the leader on this 1935 recording of A Smile 
Will Go A Long Long Way (based’ on the chords of the last strain of Tiger 
Rag), which is full of drum and timpani breaks. 

GENE KRUPA (b. Chicago, 15th January 1909 - d. 1973); is one of the 
indisputable all-time greats of Jazz drumming, as well as one of the stalwarts of 
the white Chicago style in the 1920s. His first influences were Tubby Hall, 
Zutty Singleton and his favourite drummer, Baby Dadds:: * Baby taught me 
more than all the others - not only drum playing, but: drum philosophy”. He 
made his first record at the age of eighteen with Red McKenzie and Eddie 
Condon in December 1927, It has often been said: of that session that Krupa 


was the; first to use a complete drum set m the studio. However, there are a 
number of fine ODJB sides from 1917-18 (e.g. Clarinet Marmalade cf. 
Volume 1) which cast doubt on this persistent claim, particularly since the 
over-recorded slap bass on the McKenzie-Condon sides tends to muddy one’s 
perception of the kit. On the other hand, his four-beat bass drumming is 
dearly audible on Miff Mole's 6th Jftiy 1928 recording of Shim-Me-L- 
Wahble. By the age of nineteen he had already played on about ten Chicago 
recor ing dates with Eddie Condon, the Chicago Rhythm Kings, Bud 
Freeman, the LA. Rhythm Kings, Wingy Manone, Frank Teschemacher etc 
In 1929 Gene moved to New York, where he found life pretry hard, but was 
able to do some serious drum study with Sanford Gus Mueller. He watched 
and listened to Gcoigc Sniffed, Sonny Greer and, most importantly, Chick 
Webb, and he also kept a weather eye on tap-dancers. These were all 
that he avidly absorbed. 

Krupa was also something of a visionary. He was one of the pioneers of 
what would later become the standard timekeeping device in jazz from the late 
1930s onwards: the “dee-riddi-dee” pattern on the unchoked ride cymbal. He 
appears to have first used this OH the Red Nichols, rebinding, of China Boy on 
the 2nd of July 1930, We prefer his work on Deep Down South, recorded two 
months later, as the sound quality is better. Although the' record is half over 
before we hear anything of particular jazz interest, behind Bix Beiderbecke's 
solo Krupa combines the unchoked ride cymbal pattern with a snare back-beat 
to superb effect. As a bonus, four bars from the end he produces a breathtaking 
master-stroke: a miraculous two-and-a-half-bar break that combines an airy, 



lean simplicity with reckless passion, well constructed, yet at the same time 
disjointed, completely unpredictable and absolutely inspired. Great jazz, in fact. 
On Georgia Jubilee with Bill Dodge (a Benny Goodman pseudonym) the 

definition that highlights his exemplary rhythm playing, especially the 


eventually to make his name. One of the best sides by the first Goodman big 
band was King Porter Stomp, a fine Fletcher Henderson arrangement with 

initially inspired to sublimate himself to the new style. Indeed on King Porter 

playing to the gallery. 


Palomar Ballroom in Los Angeles, an event that has become the conventionally 
acccepted (if somewhat contrived) starting point of the Swing Era. More in 


THE TERRITORY BANDS 

This term is used to encompass all those regional orchestras that generally 
played outside New York and Chicago. The largest concentration of these was 
to be found in the Southwest. 

LEROY MAXEY (b. Kansas City, 6th June 1904 - d. ?) is a good example 
of a provincial drummer who provided a simple, solid framework for the raw 
energy of a Territory band. Maxey remained faithfhl to one St. Louis outfit, 
which changed its name several times over the years. He started out with the 
Cotton Club Ortestra under Andy Preer, and played his first studio date with 

and made some astonishingly uninhibited records between 1929 and 1930, 
including Vine Street Drag. When Cab Calloway took over the band in 193o! 
Le Roy Maxey continued to hold down his job, until illness forced him to hand 
over to Cozy Cole in 1938, 

The left handed drummer CUBA AUSTIN (b. Charleston, West Va., dfca 
1906 - d. ?) made his initial studio appearance on the 11th of July 1928! with 
the Detroit-based McKinney's Cotton Pickers, with whom he played from 
circa 1923 to 1934. His entire recording career spanned a mere three years and 
IS entirely confined to the McKinney band, including those sides nominally by 
The Chocolate Dandies (1928) and Jean Gpldkette (1929). Austin’s reputation 
was considerable. He was a magical rhythm player who blended smoothly into 
the section, more sensed than actually heard. Rocky Road is notable for his 
superior press tolls and his discreet use of brushes behind Don Redman’s vocal. 



Johnson was the first of them, followed by Freddie Keppard, Jelly Roll Morton, 
King Oliver, Kid Ory, and so on. Drummers included Baby Dodds and Minor 
Hall, but there was little recording activity. It was not until Paul Howard’s 

Around 1916, LIONEL HAMPTON (b. Louisville, Ky., April 1908 or 
1909) went to Chicago, where he learnt to play the drums. His idol was Jimmy 
Bertrand: “ He taught me a lot of things, especially how to entertain a crowd”. 
Moreover, according to bassist Milt Hinton, Lionel Hampton and Sidney 

watch. Hampton recalled moving to California in 1924, but John Chilton 
reckons 1927. Even so, according to Brian Rust, he may have recorded his first 

many beats clearly defined. He makes use of this device throughout Harlem , 
but in a way that is very different from the New Orleans approach, which 

stronger off-beat on I’m A Ding Dong Daddy and Shine. On the second tune 
his fills are bolder and he provides the only backing for his idol’s splendid 

1936. Although he became more famous as a vibes player, we shall be hearing 


In Kansas City the reigning drummers were Edward ‘Crackshot’ McNeil, 
Willie McWashington, A.G. Godley and Ben Thigpen. We shall be meeting 
the last two in 1940 on Volume 6. 

WASHBOARD BANDS 

Washboard bands or jug bands were small black combos of mainly rural 
origin, offering fare that was somewhere between blues, country music and 
hokum jazz. They mostly played instruments that came to hand, such as jugs, 
kazoos (sometimes comb and tissue paper) and the well-known washboard, the 
poor man’s drum set. This particular period has a wealth of these litde groups 
such as the Washboard Serenaders, with Bruce Johnson, and the Washboard 
Rhythm Kings, featuring Jimmy Spencer and other unidentified washboard 

BRUCE JOHNSON, the so-called ‘Chick Webb of the Washboard’ 
achieved a driving powerful sound that was unsurpasssed. He is aided and 
abetted by a Duke Ellington contingent on the masterful Goin’Nuts #, which 
is based on the chords of Nagasaki. 

JIMMY SPENCER was less well-known and his only recordings were with 
the Washboard Rhythm Kings and the Alabama Washboard Stompers between 
1931 and 1932. On Shoot Em# (based on the chords of Sister Kate) he reveals 
himself to be one of the greatest washboard maestros of the day. On Volume 1 
we had the opportunity of hearing the great Baby Dodds and Jimmy Bertrand 


handling this unusual instrument with great aplomb. Other washboard specialists 
included Floyd Casey, Ernie Marrero, Jasper Taylor and Washboard Sam. 

TAP-DANCING 

Tap-dancing is an important element in the history of entertainment and 
popular music before the First World War. It gave rise to a continuing love 
affair between drummers and dancers, who often influenced each other. In fact, 
there were several drummers who started out as dancers, such as Cuba Austin, 
Buddy Rich, Jo Jones and Louie Bellson. .Sidney Catlett sometimes backed tap- 
dancers Teddy Hale and Baby Lawrence, and later he reproduced their 

Tp illustrate the symbiotic relationship between tapping and drumming, 
we have selected the tap-dancer’s benchmark, the daddy of them all, BILL 
‘BOJANGLES’ ROBINSON (b. Richmond, Va., 25th May 1878 - d. 1949),, 
His resonant wooden taps have a classical precision that is entirely admirable. 
Backed by the superb Don Redman orchestra, here he performs Doin The 

Several other star tap-dancers had close links with jazz: Bubbles, from the 
team of Buck and Bubbles, who recorded around ten sides between 1933 and 
1936, and the Nicholas Brothers who waxed four sides in 1936 and 1937. 
They also gave an astonishing performance in the 1943 movie “Stormy 
Weather , backed by Cab Calloway and his Orchestra, a production that also 
featured Bill Robinson. Their main rivals were the Berry Brothers (backed in 


the 1930s by Tommy Ladnier and Zutty Singleton) and the Honi Coles-: 
Cholly Atkins duo, who toured with Cab Calloway, Louis Armstrong, Lionel 

Philippe Baudoin 

This anthology is dedicated to the memory of Don Waterhouse. 





Mezzrow^ Albert Nicholas, Buddy Tate, Benny Carter, Cat Anderson, Guy Lafitte 

Anachronic Jazz Band. A teacher at Paris’s CIM music school and course-direLr of 
“Histoire et Techniques du Jazz”at the Sorbonne, he has written numerous technical 
and historical articles and brochures, and is author of the two-volume rrference work 
“Jazz, mode d’emploi”. Took part as music consultant and on-screen figure in Alain 

Musique and France Culture. A member of the Academie du Jazz, he also chairs the 
jazz commission of the Academie Charles Cros. An avid collector ofjazz documents, 
he is an acknowledged specialist in books and sheet-music. In 1995 he completed the 
three-volume “Anthology of Scat Singing”for Masters of Jazz and also produced the 
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ABROGATIONS ] 


ABBREVIATIONS FOR 
DRUMMING ACCESSORIES 



t-bl: temple blocks, 
wbl: woodblocks, 
wbd: washboard. 


DISCOGRAPHY 

CHARLIE JOHNSON AND HIS PARADISE ORCHESTRA 

Leonard Davis, Sidney De Paris (tp); Jimmy Harrison (tb); Ben Whittet (cl, as); 
Edgar Sampson (cl, as vn); Ben Waters (cl, ts, arr), Charlie Johnson (p, dir); Bobby 
Johnson, (bj); Cyrus St. Clair (tu); George Stafford (d); unknown male 

Bluebird New York, 19 Sep. 1928 

1. 47531-2 The Boy In The Boat (The Rock) (C. Johnson) 


LOUIS ARMSTRONG AND 

(£); Dave Wilbor 


S SAVOY BALLROOM 


EDDIE’S HOT SHOTS 

Leonard Davis (tp); Jack Teagarden (tb, voc); Milton “M 
Happy Caldwell (ts); Joe Sullivan (p); Eddie Condon (bj); G 
Victor New York, 8 Feb. 1929 

3. 48345-1 I’m Gonna Stomp Mr. Henry Lee 


I’m Walking Through Clove 




THE JUNGLE BAND 

Freddy Jenkins, Arthur Whetsol, Cootie Williams (tp); Tricky Sam Nanton (tl 
Tizol (vtb); Johnny Hodges (as, ss); Barney Bigard (cl, ts); Harry Carney (bar, as 
Ellington (p, dir); Fred Guy (bj); Wellman Braud (b); William “Sonny” Greer (d 


THE SEX JOLLY JESTERS 

Cootie Williams (tp); Freddy Jenkins (tp, voc); Tricky Sam Nanton (tb); Johnny 
Hodges (as); Duke Ellington (p, dir); Teddy Bunn (g); Fred Guy (bj); Wellman 
Braud (b); Sonny Greer (d); Bruce Johnson (wb); Harold “Blinky” Randolph 
(kazoo). 

Vocalion New York, 29 Oct. 1929 

8. E31371-A Goin’Nuts 0- Hodges) 



JELLY-ROLL MORTON TRU 

Barney Bigard (cl); Jelly Roll Moi 
Victor New York City, 17 Dec. 

9. 57788-2 That’s Like It Ought 


INSTRUMENTAL 


RUBE BLOOM AND HIS BAYOU BOYS 

Manny Klein (tp); Tommy Dorsey (tb); Benny Goodman (cl); Adrian Rollini (bsx); 
Rube Bloom (p, voc); Stan King (d); Roy Evans (voc). 

Columbia New York, 16 Jan. 1930 

10. 149771-4 The Man From The 


• South 


PAUL HOWARD’S QUALITY SERENADERS 

Geofge Orendorff, Earl Thompson (tp); Lawrence Brown (tb); .Lloyd Reese (d, as); 
Charlie Lawrence (cl, as, ;arr};,P au l Howard i(ts>, ;dir)j. Reginald Foresythe (p); 
Thomas, Valentine (bj); James Jackson (tu); Lionel Hampton (d). 

Victor Culver City, Cal, 3 Feb. 1930: 



HENRY ALLEN AND HIS ORCHESTRA 

Henry Aden, Otis Johnson (tp), J C Htggmbotham (tb), William Thornton Bide 
(d, as); Charlie Holmes (d, ! ss; as); Teddy' Hill (d, ts, bi(r); Lids'Russell (p); Will 
Johnson (bj); Pops Foster (h); Paul Barbarin (d). 

Victor NewYqrk, IS Feb. 1930' '• 

12. 5858J-2 Sugar Hill Function (C. Holmes) 

LOUIS ARMSTRONG AND HIS SEBASTIAN NEW COTTON CLUB 
ORCHESTRA 


Hertford, Willkfstatf (as); William Franz (5 LZ.’ CoopS^ Filmy Brooks (p“ 
Cede Burke (bj); Reggie, jjones (tu); Lionel Hampton (d). 

Okeh Los Angeles, 21 July 19^0 

13,.404103-A. I’m A Ding Dong Daddy, From Dumas 


LOUIS ARMSTRONG AND HIS SEBASTIAN NEW COTTON Cl 
ORCHESTRA 






Charlie Allen, George Dixon (tp); Walter Fuller (v-tb); Lopis Taylor, William 
Franklin, Trummy Young (tb); Darnell Howard (cl, as, vn); Omer Simeon (cl, as 
bar); Cecil Irwin (cl, ts); jimmy Mundy (ts); Earl Hines (p); Lawrence Dixon (g); 
Quinn Wilson (b, arr); Wallace Bishop (d). 

22. 39360-A Blue Because Of You (C. Carpenter, L. Dunlap, Q. Wilson) 



GENE GIFFORD AND HIS ORCHESTRA 

Bunny Berigan (tp); Morey Samuel (tb); Matty Matlock (cl); Bud Freeman (ts); 
Claude Thornhill (p); Dick McDonough (g); Pete Peterson (b); Ray Bauduc (d). 
Victor New York, 13 May 1935 

23. 89795-1A New Orleans Twist (Gifford, Bishop) 



BENNY GOODMAN AND HIS ORCHESTRA 

Bunny Berigan, Pee Wee Erwin, Nate Kazebier, Ralph Muzillo (tp); Red Ballard, 
Jack Lacey (tb); Benny Goodman (cl, dir); Toots Mondello, Hymie Schertzer (as); 
Arthur Rollini, Dick Clark (ts); Frank Froeba (p); George Van Eps or Allan Reuss 
(g); Harry Goodman (b); Gene Krupa (d); Fletcher Henderson (arr). 

Victor New York, 1 July 1935 

24. 92547-1A King Porter (F. Morton) 





